"what so cometh from any tonge" (l. 721). [2] For Robert Edwards, " House of Fame gives a relatively greater weight to memory both as a category of aesthetic speculation and a formal system of representation. Poetic emblems and mnemonic techniques dominate the poem, and poetry itself emerges as an act of memory" (94). In fact, even the deliberately shaky "construction and geography of Fame's palace, its 'hous and site' (1114 [ sic ] ), express these questions in a rich and evocative poetic emblem of memory and image-making. As imaginative space, the palace is that region where abstract concerns about the truth value of language and poetry take literal shape"
(111-112). The House, like the middle vision, is located in a suspended "realm" that looks upward and downward simultaneously. This suspended quality is the nature of artistic language, constructed of elements in search of their "kyndely stede" (l. 731). emphasis mine) However, the intention of locating this "propre mansyon" and the processes that enable language to find its "kyndely stede" are problematic because language proliferates. As Chaucer shows, it does so in unpredictable ways. Throughout this article, the term 'lability' aptly describes the multidirectional, nonlinear mobility of sound despite its ironic etymology (Lat. labi , to slip, err, fall) . This [sic] 
798-806)
In the poem, sounds and words create ripples, like stones thrown into water (Irvine 866) , enabling the " [exponential] power of the imagination to multiply phantasms" (Watson 16 ). The rippling of "voys," "noyse," "word," or "soun," their upward and outward movement into the House of Fame, figure the narrator as one whose ear must be receptive to not only the movement of sound, but also its arbitrary arrangement into a hierarchy by those claiming authority over its expression, Fame and Fortune (Irvine 862, 868) . Chaucer thus tackles the innate difficulty of sign and referent to become wholly unified, a problem not only of sound's mobility, but also of allegory and signification. [3] The lability of sound is intimately connected to the contemporary practices and understanding of grammar as reflected in The House of Fame . [4] Minnis posits that for Chaucer, sound's origin is similar to that in De musica of Boethius, and to Macrobius' remark: "sound is produced only by the percussion of air." In his Institutiones grammaticae , the Latin grammarian Priscian identifies "spoken utterance [ vox ] as very thin struck air or its property perceptible to hearing" Irvine 855) . Martin Irvine succinctly defines vox as being "the vocal utterance as linguistic signifier and the vehicle of discourse," highlighting both the aural and linguistic, while also implying the allegorical components thereof (854). Moreover, he indicates these "utterances" are concrete:
"a corporeal substance -air," a debate about the character of sound in which Chaucer's House of Fame actively participates (855, 867) . In the poem, vox is simultaneously mobile and palpable, in a way that air does not automatically connote for the modern reader. As in music, the literal breaking of air as a precursor to words is a physical, real act, which shows Chaucer's stance that indeed, the nature and "substance of sound was air" (Minnis 203 ). According to Irvine, "the grammatical doctrine of the substance of vox is easily parodied in a reductio ad absurdum " (864). In fact, Minnis [sic] wishes to portray fame, and his purpose in having the narration disrupted by instability" (161).
Minnis plainly states that "speech is utterly necessary for the very existence of fame," and links this to etymology known to medieval grammarians: that fama stems from fando , for "speaking" (204;
Irvine 861, 873).Therefore, through the narrator and pseudo-author's navigation of sound, speech, and writing, Chaucer explores his interest in the processes that capture meaning and somewhat limit the infinite gestures of language.
In the names etched in ice to a modern-day reader trying to decipher an old manuscript. "In a manuscript culture," she argues, "the most popular manuscripts . . . are liable to destruction, because they are handled, torn, spilt upon, written in, exposed to the elements, recopied poorly, and textually corrupted" (Cawsey 975) . [5] This description addresses the real-life erosion of material text. Although he presents it as a fixed symbol, Chaucer also signals that textual production is no more fixed than the sounds and voces escaping the frame that temporarily houses it. A poorly written text, the misinterpretation of a text by readers, the incorrect summation of a text to other readers, the misappropriated signification of symbols within a text (inappropriate allegorical indexing), the incorrect transcription of a text, fire, or bad weather, can distort what is signified. The
House of Rumour, then, is an attempt to imagine a fully penetrable and labile frame, producing content as sounds whirl through the cracks and fissures of its wattle construction. Both House and the resulting text are permeable and unstable, even though one articulation is presented as a fixed product. And yet, "to be unwritten, not bound in letters against oblivion, is to be deleted from memory" altogether (Irvine 871).
The fluidity of sound channeled by Chaucer facilitates the insertion of the narrator or pseudoauthor -the presence who manipulates and impacts the importance of historical symbols. These future lie in the copious ways to disseminate language (writing, singing, thoughts, or whispers), in many tongues (French, Italian, Spanish, Latin, English), and of different qualities ("trouthe" or slander). Geffrey's demand "Now herkeneth every maner man/ That Englissh understonde kan" is an effort to stabilize just one aspect of the linguistic mode (Ll. 509-10). [6] Reading the Narrator: the Reemergence of the Author
The connection between how texts are read, remembered, treated, and stored raises questions Geffrey is the architect of narrative -an authorial stance. Instead of the invisible man to whom he gestures, Geffrey positions himself as the "man of gret auctorite," the creator of meaning through his unique description of the "tydynges" he has witnessed. (Ll. 1942-58) If the several loose threads of Geffrey's flight are seen as contextualized semiotic sounds, pillars of a past history, the "thousand holes" of this narrative offers an opportunity to create coherent meaning through the critical choice and allegorical indexing of words. For Watson, "tydynges" have the potential to set fire to cities -they are "dangerously capable of helping to create what is done and said, destroying mighty civilizations through mere reportage, then carrying the news of that conflagration, outrageously varied" and subject to being reimagined (16).
[sic] -a journal of literature, culture and literary translation The grammatical concept of litterae (letters, understood as both "graphic and phonetic unit[s]") can usefully frame this connection (Irvine 857) . For Isidore of Seville, as cited by Minnis, litterae are "the indices of things, the signs of words, in which there is such a great force that they speak to us without spoken sound [ vox ] , things said by those absent (205). [7] The ordering of sounds parallels the ordering of words in phrases, then sentences, then verses, creating an organized textuality that is simultaneously an alternate mode of authorship, inviting current, sociopolitical impact through communal participation in its reading, and an exercise in historical memory. Litterae , then, act as a sort of memorial, since endemic within each written word are memories of the past, transmitting thoughts and ideas to posterity (Minnis 205 ). Chaucer points out how problematic the act of composing can become when words are written on unstable surfaces, as evidenced by the molten words on the ice mountain. Reflecting "the intricate mental space of the 'higher' imagination [,] images rise up thickly from the storehouse of the memory or are admitted anew by way of the senses" (Watson 13 ). In the case of The House of Fame , the narrator's wish to hear new "tydynges"
is a precursor to writing within a text that is already written.
The frailty of textual production as a fixed symbol of the poetic process does not limit the innovative energies of the author-bricoleur. Chaucer's innovations seize a potentially fatal flaw in textual production and sound mobility to create a social situation for his text, or in the words of Robert Edwards, "memory as a form of theater" (100). This productive endeavor figures Chaucer as a crafty "auctorite." After all, as Watson would have it: "the past exists in the collective imagination" (6, emphasis mine That the "I," the architect of fiction, must capture context and subtext only to show the power of text to retroactively generate them conveys the restorative power of narrative -language literally creates the historically situated fields in which it performs. Through the dream narrator's selfreflective process, readers explore the crafting of poetry and its concern with the ambiguities of literary art. These ambiguities are not individuated psychological responses; they also include the sociopolitical language of possibilities.
Jameson argues that producing symbols is intertwined with transformative emergence by continual rearticulation -the narrator navigates language through participation, offset by a detached, voyeuristic stance. The narrator shifts agency continually between the voyeuristic static narrator, the listener who hears the vox , which "properly strikes the ears" (Irvine 855) , and the pseudoauthor, who struggles to collect and capture narrative "tydynges" on behalf of the author and himself. These narrative roles provoke reader participation and the democratic, collective creation of meaning. As the voyeur hears and transmits the sounds and voces encountered, readers order the images that flash before this narrator while also processing and engaging the meaning presented by the pseudo-author. David Lyle Jeffrey argues that, "Chaucer presents his protagonistpersona as a fictive 'reader' engaged in reflective exegesis of a text commonly held by 'actual' readers, allowing them, in turn, to 'over-hear' the fictive reader struggle toward interpretation and meaning" (209). The fictive readers are both narrator and audience; both make meanings. Chaucer's narrator must surrender to the poetic process and accept the inevitable motion of language as too fluid to be reconstituted, even momentarily. To capture or create meaning is to gain a vantage point that enables the writer, narrator, and viewer to stand on '"the fringes of 'content,' at the points of intersection between object and subject, between the world and the viewer, where the fundamental energies of fiction are
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registered" (Jordan 102). This conceptual description of narrative engagement is actualized in The
House of Fame as an authorial and narrative "borderland" (Kruger 131) . [8] To use Nicholas Watson's words, the poem functions as a "[radical] account of the disruptive power of unregulated imaginative activity" (17). The narrator's actions are invested in deciphering and constituting allegorical meaning, hardly a smooth endeavor. The whirling landscape of the text provides an impossible but useful place where false and true tidings are spliced together, and meaning is generated from this fictive possibility (Watson 17) . This is evidenced by the fight between the lie and the truth at the window, where both intermingle and swear brotherhood to each other: [sic] Concretized allegorical symbols come together to form language: the dispute over their order certainly informs and complicates the structure of the allegory, hence of meaning . Language's regenerative thrust calls attention to the interpretation and synthesis of "tydynges" as processes involved in deciphering meaning (Jameson 81). Chaucer shows the cacophony of language, its congruence, and its potential to denigrate truth through rearticulation: "Fayled" verses "Of every speche, of every soun,/Be hyt eyther foul or fair,/Hath hys kynde place in ayr" (Ll. 832-34). [9] Geffrey witnesses and relays the use of unfiltered, labile language:
And every wight that I saugh there Rouned everych in others ere A newe tydynge prively, Or elles tolde al openly Ryght thus, and seyde: "Nost not thou That ys betyd, lo, late or now?" "No," quod he, "telle me what." And than he tolde hym this and that, And swor therto that hit was soth -"Thus hath he sayd," and "Thus he doth," "Thus shal hit be," "Thus herde y seye," "That shal be founde," "That dar I leye" -(Ll. 2043-54)
Chaucer's narrator mediates the process of transcoding embedded meaning in multiple texts across structural levels of reality. In the Canterbury Tales, Chaucer further develops this technique as he presents his field of folk (the conglomeration of all classes) and his field of narrative genres (the conglomeration of various modes of representing literature and history) as examples of how language is staged, memorialized, and recast (Kordecki 76). [10] Within the House itself, the adamant perforation of sound demands attention, and it becomes necessary to link language's natural movement towards multiplicity with a narrator who wishes to hear new ideas. Narrative motion is not limited to the actions of an obtuse narrator as in The Book of the Duchess , where his steady questioning aggravates the Black Knight to proclaim "She ys ded!" (l.1309) (Burger 341). [11] Instead, narrative moves through engaging allegorical fissures, stabilizing, [sic] and ultimately salvaging fragmented discourse as a sort of redaction and bricolage -the threading together described earlier as the work of narrators and narrative. This is an alternate mode to the mystified stabilization of the linear anagogic pulse -impossible in The House of Fame . The notion of one transcendental truth is problematic, especially when we see falsehood and "trouthe"
forming a brotherhood based purely on transportability rather than content (Watson 17) . As expressed by words, falsehood and "trouthe" are one and the same, a whirlwind subject to ordering by the pseudo-author, who can assign meaning to that which is signaled through sound. Both 129). In support of the idea that the textual authority of canonical works can be subverted, Clifford claims that the tale of Troy destabilizes the text. "There is no full presence for authority to appeal to, [sic] it will always slip away into undecidables because language is not fixed" (Clifford 163 (220) Poetic malleability ensures the gesture of creativity. But, as discussed, this engagement is not the simple folding of neatly framed creative gestures, but also the construction of authority through the experience and perception of the pseudo-author.
There are larger contextual implications when an author figures himself or is figured as an authority on the designed literary bricolage. Then, the author and bricoleur is engaged in crafting the incoherent threads of allegory, rendering visible gaps and fissures to illustrate authorial prowess.
But he is also involved in creating a patchwork of historical and literary context alongside his current articulation of that which is signed and re-signified. As Irvine puts it, "history and fiction are collapsed into one category -narrative . . . reveal [ing] that all writings are necessarily rewritings and that new texts rewrite the old" (875). In these fissures, authorial gesturing is made visible in the allegorical phenomenologies of reading. Using these fissures and gaps enables Chaucer to respond to the fecundity of textual and allegorical instability and dissemination.
Language's reproductive energies are presented as prolific, yet its scope is problematic because proliferation is not governed by "man of gret auctorite" and leaves no porter to manage output and classify content. Chaucer's narrator tirelessly navigates this environment, breaking down symbols and context to engage the poetic process. Geffrey consciously quarries for new "tydynges" -cultural treasures of the past, present, and future -in order to look forward while remaining cognizant of the ever-shifting literary and historical landscape. The whirling house made of twigs is all-encompassing in its dichotomous "tydynges," echoing war and peace, love and marriage, voyages and victory, death and life, hate and praise, health and sickness, trust and doubt, wit and folly, and good and bad government, among them (Ll. 1959-76 (Clifford 160) . In this way, Chaucer's narrator-bricoleur seizes narrative opportunity and authorship.
The poet writes; but writing is not merely writing . The endeavor of documenting "tydynges" enlists an anthropological approach: the narrator writes about his experiences in the context of those sharing and creating the physical space that forms the unhinged landscape -a linguistic marketplace of shipmen, pilgrims, and couriers. By showing Geffrey in Rumour's whirlwind, Chaucer posits that a narrator, a pseudo-author, can partake of experiential learning through hearing and seeing and therefore inform the creative process. Through experience, the narrator becomes aware of the multiple realms of writing and expression, interiority, the social and political climate, the problems of semantics and allegory, history, linguistic sound. Through faulty interpreters, authors, expenders of language, and the Gods, the twist of Fortune can take a seat in Fame's domain.
Chaucer recognizes that awareness does not necessarily negate these processes, but it does allow the narrator to relay to his readers that his participation is occurring in the face of both visible and invisible linguistic whirlwinds.
The House of Fame creates a physical representation of the dilemma of listening and writing, making visible the authorial landscape. The narrator values the excavation of new narrative landscapes, though he is never seen writing; listening for "tydynges" becomes the precursor to writing, while writing is figured as a method that can close the rift between self and societyKruger's "borderland". The narrator's journey is muddled and complicated by the multiplicity of voces , the "corporeal entity" which "has the [distinctive] property of being heard by various people in different places at the same time" (Irvine 866 ). This particular characteristic provides access to the information that sparks the imaginative creation and rehearsal of memories, opening the possibilities for the insertion of perspectives and voices beyond that of the pseudo-author. On the one hand, this contributes to the narrator's challenge -ultimately draining both him, and arguably, Chaucer himself. But more importantly, the reconstruction of history is enabled through popular and highly democratic participation: multiple, even contradictory sources, voices, experiences, and stimuli present events, texts, memories, and history, forcing the narrator to engage this befuddling multiplicity. In the potential for confusion, this analysis has honed in on the room for participation in the creation and elaboration of meaning -history-making -that is not limited to the narrator, Chaucer's problems with textual transmission, dissemination, and interpretation do not limit the process of transporting or communicating meaning; he does not fail to generate a complete narrative. Instead, he wants participants to exert some responsibility when they engage in the process of making meaning.
In this vein, "Chaucer's Wordes unto Adam, His Owne Scriveyn" provides binding instruction to all "auctores" who establish themselves through the words and works of "olde bookes:" 
7)
Chaucer is well aware of the palpable nature of both text and sound, in keeping with the former's seeming stability and the latter's flexibility. Chaucer's ideas of authorship included written texts where he directs the utmost care in transposing words and sound; for him, authorship must engage readers to understand that the unwritten, the whirlingscape outside of posed textual fixity, is also prone to lability.
Socially Circumscribed: Narrator in Context [sic] -a journal of literature, culture and literary translation Literary Refractions No. 1 -Year 5 12/2014 -LC.7 Through his befuddled narrator, Chaucer stretches across the "borderland" of sign and referent to create an historical allegory . [12] By presenting a soaring Geffrey as a narrator who witnesses new "tydynges" through new experiences, Chaucer also engages the reader in the perceptive qualities of the narrative, namely seeing and hearing. Voyeuristic exploration gives way to all-hearing -experiential learning takes place during real encounters, rather than through concepts .
[13] The reader is "an observer of another's observations," participating in deciphering history, philosophy, and science (Finlayson 48 ). Yet this "kaleidoscopic approach," the barrage of sound and visuals in an untamed landscape, complicates the very notion of direct access to "philosophic-visionary authorities." Although the narrator personally engages this whirlingscape, creating a reality for both himself and the reader, Chaucer undercuts his experiences as comical and dubious, unlike the "careful processive vision of Dante or Alanus" For Chaucer, to take part in the poetic process is to join the field of folk engaged in the work of creating and enriching a social subtext, namely the people on the ground, those listening and interpreting the narrative as it is co-created. The collection of sounds, words, and pillars is not only a physical gathering of ideas by the narrator or author. The very act of reading or sounding out the narrative involves the reader in making meaning from the symbols and interpretations presented.
Narrative emerges from the author's interior space; however, this privacy is interrupted as reader and narrator co-write and co-create. This generative act is confounded by the fact that the interior script from which the author writes is not a unified document; unity cannot be expected from its explication, nor is to be received and digested as a unit by the reader. Here, literary and sociohistorical narratives are sung, signified, rehearsed, and produced by rote, depicting the voices of a singing nation. Although Chaucer illustrates this act of rehearsal somewhat whimsically, these songs escape through textual holes, demanding authors, readers, and listeners to attentively heed and disseminate labile sound. The songs represent the idea of "collective commonplaces," spaces where cultural beliefs are deposited and retrieved. Chaucer highlights the frailty of these "commonplaces" because of how muddled they get as their contents are transported (Arnovick 332-39). Though supremely messy, Chaucer acknowledges that the dissemination of language allows the discovery and revelation of new experiences, as expressed in is specifically tied to engagement with, participation in, and subjective, personally circumscribed attempts at creating meaning out of "everyday discourse" (Amtower 276). In this way, the process, construction, and dissemination of a poetic narrative bear a striking and important resemblance to the transmission, construction, and transportability of sound. Hence, the narrator's stance as listener is imperative in the creation of meaning when that meaning is presented through sound.
And, Lord, this hous in alle tymes
However, involved in the interpretation of everyday sounds, and therefore, the production of alternate narratives, are other listeners, namely readers and those transporting the narrative presented by Chaucer and his pseudo-author. Both generative and destructive representations of the past are re-contextualized through the ears and life experiences of the audience, allowing for a mobile, not static, representation of textual narrative. All writing, then, is vulnerable to misuse, misreading, and misappropriation. Through the uncontrollable, rippling nature of sound, its revelatory use in Chaucer's House of Fame , and its necessary engagement with the listening and reading audience, textual narrative is forced to assume the same lability and seeming lack of authorship and authority as sound. As the whirlwind overtakes the fixed form of textual narrative, neither words nor sound may emerge fully reconstituted or stable. 
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